Abstract: This article interrogates postfeminism and recessionary discourse in the time travel police series Ashes to Ashes (BBC, 2008(BBC, -2010. Viewing the series as an early example of 'recession television,' it explores how the resident gender discourse of postfeminism established in the pre-recession first series, and attendant cultural priorities, shifted over time in tandem with the onset of recession, following the 2008 global financial crisis, and in line with tendencies of emergent recessionary media culture. In early episodes it over-determines the characterization of female detective protagonist Alex Drake as a postfeminist subject, drawing her to well-worn cultural scripts of femininity. Later this gives way to the discursive centralization of her boss, Gene Hunt, already an iconic figurehead of recidivist masculinity from the earlier Life on Mars (BBC, 2006(BBC, -2007, one of several gendered responses to the drastically changed economic environment in which the series was produced and received.
Introduction
Towards the close of the final episode of the BBC's time travel police procedural drama series Ashes to Ashes (BBC, 2008 (BBC, -2010 
its time-shifted protagonist Alex
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2 Drake (Keeley Hawes), a police psychologist from 2008 who has spent the last three years trapped in the 1980s after being shot in the head and waking up in 1981, makes a telling statement to her boss Gene Hunt (Philip Glenister). She says "You're the most difficult, stubborn, obnoxious, misogynistic and reckless human being I've ever met. And yet somehow, you make us all feel safe." This encapsulates Hunt's character, conveys the knowingness with which his masculinity is construed as unabashedly unreconstructed, acknowledges tensions inherent to negotiating his curiously widespread appeal in postfeminist culture, and articulates dominant tropes of Ashes' gender discourse. The 2010 final series adopted a recessionary discourse that manifested via alterations to the charged dynamic between these characters. These alterations culminated in Alex's recuperation, collapsed into the above quotation, of Hunt's 'recidivist' masculinity, meaning that the formerly outmoded model of manhood he embodies, characterized by brash, retro-sexist masculinism is renegotiated as a viable mode of masculinity in postfeminist culture, typically aided by mediating and distantiating discourses of irony and nostalgia. Recuperating Hunt in this way recentralizes and reaffirms a traditionalist discourse of masculine protectionism and sovereignty, congruent with broader based tendencies of emergent recessionary culture to revalidate masculinities that were derogated in a pre-recession postfeminist culture that celebrated the empowered femininity (however troublingly or ambivalently configured) of high achieving women like Alex. In this way, as this article demonstrates, the show's accommodation of gendered recessionary discourse comes into clearest view via its linkage of postfeminist femininity, temporality and recidivist masculinity. (Tasker and Negra 2007, 10) . The subsequent section situates Ashes in relation to its predecessor, to the history of female detectives on British television and to the markedly postfeminist gender discourse that permeates the current spate of female detective series in the UK. A central contention of this article is that the resident postfeminist discourse of early Ashes shifted across its run, and that these changes manifested with the advent of recessionary culture, commensurate with what Negra and Tasker argue were emergent tendencies in media depictions of gender (2013) . The gender discourse of recessionary culture thus tends towards things like the "naturalis[ation] of gender hierarchies," the "vigilantism of male patriarchs" and the glorified "elimination of feminism from the "life-scripts" of… female protagonists," which they suggest frequently takes place through a modal and tonal register of nostalgic performativity, highly apropos of Ashes' explicit appeals to nostalgia for its 1980s setting (forthcoming, 10-12) . 80s nostalgia in Britain is particularly charged due to the spectre of Thatcherism, a political force that augured the neoliberalization of Britain through marketization, deregulation, privatization and the contraction of the welfare state, resulting in a cultural paradigm shift towards the social production of what Rosalind Gill and Christina Scharff describe as "governing subjects who are constituted as self-managing, autonomous and enterprising," (2011, 5) and which discursively intersected with postfeminism's "emphasis upon selfsurveillance, monitoring and discipline" and "individualism, choice and empowerment." (2011, 4) . The relocation of Alex's postfeminist subjectivity to the early 80s recessionary context is therefore meaningful and presciently resonant with broadcast run. The discussion that follows traces this recessionary shift over time in Ashes' articulation of postfeminist discourse considering its trajectory from start to finish, but with a particular focus on series premieres and series finales, where new and revised terms of reference and both augmentation of gender discourse and accommodation of recessionary discourse come into clearest view.
In the aftermath of the 2008 global financial crisis, recessionary discourses emerged in media culture, and the term 'recession television' surfaced in reference both to a spate of explicitly recession themed new programming, and to describe the accommodation of specific themes by mid-run drama series and sitcoms (Buckman 2008; Angelo 2009 ). Among the latter, Ashes adapted its resident gender discourse, spanning the crisis, its aftermath and the onset of recession, thus morphing into an early example of 'recession television,' and would prove symptomatic of many of the Some scholars express or invoke dissatisfaction with the term "postfeminist," which, following Angela McRobbie, I understand as a gender discourse that at once accounts for and disavows feminism (McRobbie 2004, 255) , as an all-encompassing means by which to conceptualize contemporary femininities, finding greater purchase in alternatives that speak to specific cultural iterations of femininity, like "neofeminist" or "girly" (Radner 2011; Brunsdon 2012) . Others demonstrate the term's usefulness, discussing how formations of femininities and masculinities in contemporary media exist in a dialogic relationship (albeit frequently unspoken) with feminism, how this manifests, and how this makes for a postfeminist culture that tropes gender identities in meaningful ways, at odds with a feminist agenda, often despite surface discourse to the contrary (Gill 2007; Tasker and Negra 2007; Negra 2009; Gill and Scharff 2011) . These authors' discussions of how femininity has been troped in postfeminism (explained below) is the critical foundation and jumping-off point for my understanding of Alex's postfeminist characterization, which in Ashes' pre-recession early episodes especially, is in keeping with broader based trends of postfeminist culture.
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Ashes spun-off from Life on Mars (BBC, 2006 (BBC, -2007 , which set the narrative template for its temporally displaced police officer premise through Sam Tyler, who woke up in 1973 after an accident in 2006. Ashes' first series sees Alex come to terms with her past in the lead-up to her parents' murder, which she tries and fails to prevent. The second sees her ethics tested as she resists police corruption, her collusion with which may enable her return to her real world present. In the third Alex's fight to get home becomes embroiled in the larger mystery of the world she has lived in since her shooting. As it progresses the narrative gravitates towards Hunt, whose recidivist masculinity takes prominence over Alex's postfeminist subjectivity, which is made manifest in the finale. Alex never returns to 2008, because she dies in hospital at the beginning of the final series. Realizing the truth of this, she learns that her 80s reality is limbo for police officers to resolve their psychological issues before they die and go to copper heaven: a 1970s Manchester pub, a prominent setting from (2009, . Postfeminist "time crisis" is particularly significant due to its centrality to the show's premise and it is the fulcrum on which Alex's characterization and negotiation of these tropes and dilemmas hinges, as the following sections illustrate.
Ashes to Ashes and UK television's postfeminist detectives
Introducing the DVD of pioneering UK police series The Gentle Touch (ITV, 1980 (ITV, -1984 , the first with a female protagonist (Hallam 2005, 11) and from which Ashes borrows its scenario and iconography, 4 its casting director asserts that conceiving a series fronted by "lady detective" Maggie Forbes (Jill Gascoine), producers emphasized her family life. This highlights the imperative to situate early female detective protagonists in domestic terms. As Deborah Jermyn notes, "the programme always weighed Maggie's professional life against a vision of her in a domestic life" (2010, 38) , anticipating the work/life balance dilemmas of twenty-first century equivalents. 5 Ashes similarly introduces Alex as a careerist single mother balancing fulfilment of her ambitions with the postfeminist imperative "to mother fully and generously" (Negra 2009, 31 Pullman (Amanda Redman) with her careerism, presenting her as an ageing postfeminist subject struggling to stave off "abject singlehood" (Negra 2009, 61) .
Charlotte Brunsdon (2012) discusses Murder in Suburbia and The Ghost Squad alongside "postfeminist television culture" (14), differentiating them as follows.
Murder in Suburbia's postfeminist hue is, she suggests, defined by its "girly" (Brunsdon 2012, 3) sensibility, and detective duo Ash (Caroline Catz) and Scribbs'
(Lisa Faulkner) selfhood derives more from their personal than professional identities.
Brunsdon argues this is possible due only to their youth, singlehood and displays of normative femininity -in short, their "girliness" (2012, 16 When we meet Alex she is engaged in a morning school run during which she matter-of-factly negotiates central London's rush hour traffic, her daughter interfering with classified documents and a call on her police radio, as though multi-tasking like this were commonplace. Alex is thus introduced as symptomatic of the overscheduled working woman of a postfeminist culture in which "women's lives are regularly conceived of as time starved," while "women themselves are overworked, rushed, [and] harassed" (Tasker and Negra 2007, 10) . This is reinforced by her look:
unpolished with an untidy up hair-do without make-up, a non-descript trouser suit and flat shoes, at odds with postfeminism's "self-surveillance and discipline" (Gill 2007, 155) , suggesting Alex's muddled priorities and mismanaged time. Alex's harried time-keeping also typifies a postfeminist condition that aligns adult femininity with temporal anxiety.
Alex is displaced from her hectic status quo via a backwards jump to 1981.
Here she is childless and unattached, enabling her to stage alternative fantasies of postfeminist femininity like consumerist indulgence, makeover, and the sexual freedom germane to postfeminist singlehood, rehearsed repeatedly in iconic postfeminist texts like Sex and the City (HBO, 1998 (HBO, -2004 wearing a red leather mini-dress, a white fur coat, and black stilettos. 6 Although she scavenges her next outfit from a box of evidence, the gaudy array of on-trend 80s attire, accessories, hair and make-up that Alex models over the course of the three seasons, and her excessive drinking and sexual indulgences, 7 Negra's focus here is on cinematic texts rather than serial television, and it should be remembered that the latter carries its own medium-specific particularities, including the ability afforded by the longevity of the form to adapt over time responsively to changing contexts of production and reception. Nonetheless both of Negra's cinematic tropes are similarly applicable to Alex's predicament. Firstly, temporal dislocation is inherent to the time-travel premise that removes her to a context in which sexism in the police is rampant, enabling its ironic depiction to be negotiated. "Time panic" is similarly inherent to the premise, which finds Alex potentially "seconds from death," underscored in her voiceover prologue to the final episodes as she declares that "time is running out." This is at its most over-determined in the second series finale when Alex's race against time to live is literalized: a doctor in 2008 administers 50mls of drugs that will either "kill or cure" her and she spends
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15 the episode in a countdown to life/death, emphasised by her repetition of the phrase "time's running out for me" and dialogue like "the clock is ticking" and "any minute now I could be dead." Alex's 1982 alarm clock is synchronized with the sound of her present day heart monitor linking her time panic with the threat of imminent death.
Also significant in this episode is Alex's hallucination that Hunt is reading the story of her life on the children's story-telling television series Jackanory (BBC, 1965 (BBC, -1996 . In "Alex and the Awful 'Orrible 'Eadache" Hunt narrates the stages of Alex's life according to the requisite milestones: "she became a policewoman," "met Pete… and fell in love," "had a daughter," and "was… a brilliant mum." He then snaps the book closed, and says "Until the 'eadache," signifying that by the time of her shooting Alex's life had veered off script due to her prioritization of work over motherhood, leaving her life "temporally unmapped" (Negra 2009, 50) , which is compounded by her temporal dislocation. It is therefore meaningful that in this episode Hunt calls Alex out on her absentee motherhood: "You told me once you had a daughter. But you don't phone her. You never talk about her. Never try and see her."
Negra argues that satisfactory conclusion of narratives of temporally dislocated postfeminist femininity necessitates resolution of the heroine's time crisis (2009, 50) . However, at Ashes' conclusion Alex's crisis remains jarringly unresolved.
She achieves neither the romance entailed by her series finale kiss with Hunt, nor the cathartic return home, with no chance to reorder her muddled priorities. Instead she seems consigned to an eternity of abject singlehood in the police afterlife, while Hunt's "kingdom" is poised to reign indefinitely. Hunt's discursive centralization relates to emergent tropes of recessionary culture that coloured Ashes in its final series, as the next section explores. Commensurate with the tendency to frame the economic collapse as a crisis of masculinity (Negra and Tasker, 2013) , Ashes' ending reveals itself to have been an exercise in recuperating Hunt's masculinity, which was out of step with a postfeminist culture that celebrated the sexual freedoms and career opportunities of young women in postfeminism, but in step with a recessionary culture looking to the past for stability and reassurance. Hunt's discursive rise to prominence and narrative centralization displaces Alex's story, which peters out in the finale when she matter- our island has been threatened before and has come up trumps. We will fight them in the multi-storey car parks, we will fight them in the sick-spattered streets, we will fight them in the karaoke bars and on our mobile phones. We will never surrender. And one day a hero will step out of a red car… the thin winter sun will shine through the gold liquid of the blended whisky, and some crocodile boots will scrunch on the beach at Dover. Take heart, my friends.
Recessionary recidivism and rethinking postfeminism after the financial crisis in
Ashes to
The Gene Genie will always be with you. 
